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INTRODUCTION
Ernest Hemingway is one of the most talked about of American
writers.

He has received his share of praise and unfavorable criticism,

with due reason.

My interest in Hemingway was heightened in January of

1.969 when Carlos Baker wrote for� Atlantic Monthly the first of a twopart article, "Hemingway:

Living-Loving-Dying," which was an excerpt

from his extensive biography, Ernest Hemingway:

! � �-

Baker

suggested some of the difficulties which Hemingway had as a writer, but
for me the most interesting comment was made by Hemingway himself.

He

recognized that with The Old���� he had accomplished a work
which contained a "mysterious quality" not visible in the other work and
this "mystery" which "could not be dissected out and stayed valid forever"
was what made this work greater than the other novels.

What Hemingway

could have been saying was that even though much of his work lacked organic

----------

unity, at least The Old Man and the Sea had it.

---------

The reaction which the

readers of his novel, The Old Man and the Sea, experienced "confinned him
in his conviction that he had achieved an effect •way past what I thought
I could do.' The aesthetics behind the work was outwardly simple and
inwardly complex.
2
proudly."

'The emotion was made urne] with the action,' he said

Though Hemingway realized his achievement in this novel, I began
to question Hemingway's competency as a critic of his own work.
months of study I should like to present my findings.

Now after

In doing so, I

plan first to explain the criteria used to judge his works and then, using

- 2 -

this criteria, I plan to study one of his short stories as a preliminary exercise which will acquaint the reader with my method of analysis.
Then in succession I shall analyze five of his novels, To� and Have

Not, ------For Whom the Bell Tolls, ------A Farewell
to Arms
The Sun Also Rises ,
--=--' ____
The Old Man � the �-

and

By the time I have reached the work which

Hemingway seems to think his best, The�� and the Sea., I hope to
have given some insight into the excellence of his most important works
as well as some insight into his excellence as a critic of that work.
Aesthetics, the philosophy of criticism, involves the considera
tion of the merits and demerits of a work of art, and the judgment and

evaluation of that particular work accordingly. 3 As a field of study,
Monroe C. Beardsley in Aesthetics:

Problems in� Philosophy of Criticism,

explains aesthetics as that discipline which "consists of a rather hetero
geneous collection of problems:

those that arise when we make a serious

effort to say something true arxl warranted about a work of art." 4

In

order to say "something true and warranted" and 11to keep criticism from
degenerating into sheer burbling, nonsensical jargon and maverick evalua
tion, someone must consider, and consider with care and persistence, the
foundations of criticism." 5 There are disadvantages, as well as advan

tages, in making public critical statements.

One disadvantage is that

critical statements tend to condition people, that is, to narrow percepts,
and another is that criticism induces people to sentimentalize, rather
than intellectually to evaluate a work of art. With standard criteria,
criticism will not be completely subjective.

Also, it has been pointed

out that by utilizing critical criteria, "teachers of literature, fine
arts, and music can help people increase the pleasure they get from poems,
paintings, and concertos.

Perception can be sharpened and taste refined.116

- J -

In any event, one thing is certain and that is that "people won't
stop making statements about works of art. The question, then, is not
whether we shall talk, but whether we shall do it well or badly." 7 To

be able to talk well, that is, objectively and validly, Cleanth Brooks
appropriately points outs
I am thoroughly aware that the terms 'good' and 1 bad 1 are
suspect. 'Good' and 'bad', we have been taught, are mean
ingless terms when used absolutely. They must refer to
some standard of v1ues, and values, we know, are hope
lessly subjective.

A subjective evaluation of a work of art is not only invalid, but it is

also unconvincing and devoid of supporting evidence and proof.

Therefore,

evaluations must be based on objective reasoning, which is defined as,

"reasoning which refers to some characteristic - that is, some quality or
internal relation, or set of qualities and relations - within the work

itself, or to some meaning-relation between the work and the world. " 9

The three most important objective qualities which compose the criteria

used by Beardsley, as well as by Cleanth Brooks and Robert Penn War ren

and other New Critics, are organic unity, complexity, and inten sity.1.0

Beardsley places importance and emphasis on these three standards

because he believes that "one aesthetic experience has a greater magnitude_

that is, it is more of an aesthetic experience - than another; and that
its magnitude is a function of at least these three variables." 11

If

this is so (and that is what is to be assumed), then we can say that "one

aesthetic experience may differ from another in any o

connected but independent respects,

all of three

it may be more unified, that is, more coherent and/or
complete, than the other,
2.) the range or diversity of distinct elements that it
brings together into its unity, and under its dominant
quality, may be more complex th�t that of the other,
3.) its dominant quality, or pervasive fefling-tone may be
more intense than that of the other. 2
1.)

- 4 These three variables are generally defined as follows1

1) organic

unity is a work's coherence, what the writer is saying is the way he
says it; 2) complexity is the number of levels of credibility upon

which a work can be read; 13 and 3) intensity is the ability to set or
place a character at the most intense point of his existence, that point
which requires the final yes or no which will determine his fate. 14

To fortify the reason for the necessity of such a criteria, it will be
expedient to quote Brooks1
Suppose a critic says that a particular aesthetic object is a
very good one, and we ask 'Wh y?' His answer would consist in
pointing out certain features of it that contribute to its hav
ing a high degree of unity, or complexity, or intensity of
regional quality. If we press him further, and ask why unity,
complexity, and intensity are desirable, he can reply that the
greater the degree of some or all of these features, the greater
the magnitude of the aesthetic experience that the object is
then capable of evoking. On the other hand, if the critic says
that a particular aesthetic object is a poor one, • • • accord
ingly we can expect him to produce evidence that it is very
deficient in features that would promote a high degree of unity,
complexity, and intensity. 15
Since Brooks and others place so much importance on this criteria, it
would be apropos to define more explicitly and specifically these three
variables with the idea of eventually examining the selected works of
Hemingway in view of these standards.
The first variable, organic unity, is the most eminent and
essential element of a work of art.

W1thout unity a work will be

disorganized and imperfect, and it will lack "inner logic of structure
and style." 16 Beardsley describes a work which possesses organic
unity as,
• • • an experience that hangs together, or is coherent, to
an unusually high degree. One thing leads to another; con
tinuity of development, without gaps or dead spaces, a sense
of overall providential pattern of guidance, an orderly cumulation of energy toward a climax, are present to an unusual degree. 17

- 5 -

It is obvious that without unity a novel will lack coherence, failing
to establish its theme and to hold the reader's attention. Henry James
in his essay, "The Art of Fiction," says that "a novel is a living
thing, all one and continuous, like any other organism, and in proportion
as it lives it will be found, I think, that in each of the parts there is

something of the other parts." 18

To be "one and continuous" the form

and content of the novel or short story must be so closely related that
it is impossible to distinguish between the two. In other words, what the
author is saying must be embodied in the way he says it. Unity is some
thing that cannot be arbitrarily imposed upon a work by an outside force;
it must grow from within the work, systematically and

organically. As

Brooks states,
A view of art so thoroughly organic as this implies as a corollary
an impersonal art; that is, that the work grows in accordance with
some inner principle of its own being, and is not merely the
creature of the writer's ego, either as an express{ n of his feel
ings as a man or as an assertion of his opinions.

9

This kind of unity is "an achieved harmony, a structure of meanings,
evaluations, and interpretations;" and the principle of this unity seems
to be "one of balancing and hannonizing connotati ons, attitudes, mean

ings." 20

This structure of unity "is certainly not 'form' in the conven
tional sense in which we think of form as a kind of envelope which
'contains' the 'content'." 21

The fonn will be the content, and "if

a story possesses an organic unity, then all the parts are significant
and have some bearing on the total significance. All contribute to the
22
This relationship between all the parts is also
total meaning. 11
referred to as coherence; that is, one thing leads to the next and
"bears some relation to the whole subject and to what has just preceded.11 2 3

- 6 This means that for an effective discourse to have unity, it must also
have coherence. The distinction between unity and coherence is that
"when we speak of unity we are referring primarily to the way the
materials are organized to give a continuous development of the sub
24
When a reader rejects a story because he feels it is uncon
ject."
vincing, he is appealing to "the truth of coherences

the story does not

hang together in its own terms, and therefore whatever meaning it may
claim to possess does not really come out of the experience of the story.11 2 5
Therefore, it is obvious that coherence of meaning, character, and action organic unity - is essential for the success of a short story or novel.
But, coherence is not the only element which works toward achieving unity.
Brooks and Warren point out the following factors which help to establish
unity1
1.)
2.)

J.)

4.)
5.)

the consistency and comprehensibility of character,
the motivation and credibility of action,
the acceptability of the total meaning,
logic of motivation, and
26
movement from instability toward stability.
Once again it is expedient to emphasize the fact that "a liking

for a story does not depend upon a reader's interests, but rather,
upon the total structure, upon the logic of the whole, the relationships
existing among elements of character and psychology, action, social

situation, ideas and attitudes, style, and so on." 27 A good writer is

aware of this necessity to create a unity "in which every part bears an
28 and,
therefore, he will work to
expressive relation to oth er parts,"
avoid any inconsistencies. To avoid such inconsistencies which would
work against the establishing of organic unity, an author shapes a good
story by "a controlling theme, or idea, and this controlling theme selects
and arranges everything which goes into the story - the characters, the
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action, the resolution of the conflict, and anything else used by the

writer to dramatize his total meaning." 29 A well-planned theme will

make it obvious to the reader that form, that is, 11 the arrangement or
organization of the various elements to give a single effect," is pre
0
sent. 3 This "form" is not to be thought of as a "container for the
story," but rather as a concept of organization which affects every
part of the story.

To achieve form, and thus achieve success in writing,

all the elements of the work must be "functionally related" to one

another and must contribute to the desired effect. 31 Thus, it is
apparent that coherence, form, consistency, theme, and content, all
promote the establishment of organic unity in a work.
Beardsley provides the reader with two simple tests for unity
If you can lay the book down and return to it and

and coherences

"immediately be back in the world of the work, almost as if there had

been no interruption," then that book has unity. 32 Another way to tes t

for organic unity is 11 to see what would happen to the general character
of the poem or story if a certain part were taken out or something else
were added." 33 If the addition or subtraction of any part makes no
difference to the develoF111ent of the story, then obviously the story is
lacking unity;

11

that an object is organically uni ied is to say that the

removal of any part would change it."

34

Likewise, 11 the whole is organ

ically unified if any change in its parts or their relations would make
it less unified." 35 Brooks and Warren point out several failures of
coherence which destroy unity1
1.)

2.)

the empty and meaningless depiction of action for its
own sake; meaning that "the author is constantly bring
ing in material which does not bear directly on the sub
ject, or which is developed without reference to the main
line of interest," 3b
the use of obscure and confused motivation,

3.)

4.)

- 8 the incoherent appeal to emotion for emotion's sake, and
the failure to make action truly meaningful. 37
In summary of this discussion on organic unity, Brooks points

the relation between all the elements must surely
38
be an organic one - there can be no question about that."
Because
out the fact that

11

this relationship between the elements of the work of art is one of
organic unity, it is obvious why critics praise a work which possesses
it. Without organic unity a story, a poem, a play, a novel, or any
work of art falls to pieces and is considered t.o be inferior to those
works which do possess it. The refore, the extent to which Hemingway's
novels display organic unity will be the most important factor in
deciding their superiority.
The other variables which Beardsley sets forth as part of his
criteria for criticism and which will be dealt with only casually in
my paper are complexity and intensity. Complexity is the term used t.o
represent the scope of the work of art, that is, how large a variety
of human experience it takes into account. 39 Complexity is determined
by the number of levels of credibility which are embodied in the work.
The more levels of credibility, the more complex the work will be.
These levels ares
1.)

realism

(the plot, character, theme, setting, and atmos
phere are entirely probable under natural
circumstances; the emphasis is on real, not
idealized, life),
2.) satire (the purpose is to ridicule through exaggeration
with the intention of reform),
3.) naturalism (the emphasis is on scientific observation of
life; man is just another animal governed by
nature),
4.) mystery ( the element of unknown is present),
5.) supernatural (there are present elements beyond the obser
vable universe),
6.) symbolism (an underlying meaning), and
7.) irony (there is an incongruity between the45ctual arrl the
nonnal or expected result).

- 9 In addition to these levels, Beardsley describes the degree of
complexity as "work developed on a large scale, rich in contrasts,
a.n d work that is subtle and imaginative. 11 41
Intensity is perhaps the hardest to develop of all the
criteria. We may say that it includes somehow "the degree of human
regional quality; that is, whether the work is full of vitality,
forceful and vivid, beautiful, tender, ironic, tragic, graceful,

delicate, or richly comic." 42 Or, another w,ay of defining it would

be to say that the highest degree of intensity is achieved only when
the author is able to place the main character, or characters "in the
test situation, where the strength or weaknesses of the individual, to
endure or let go, is laid bare. Only then does the final 'yea' or 'nay'

43
have meaning."

In summary, these three elements - organic unity, complexity,
and intensity - will be, then, the deciding factors as to whether
Ernest Hemingway is a successful writer in each of the works under
critical examination, the criticism being based on the degree of each
of the variables as found in his novels.

But before examining one of

his longer works, it would be apropos first to analyze one of his shorter
works by our criteria.

For this purpose, the short story, "Big Two

Hearted River," has been selected.
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1. Carlos Baker, "Hemingway1 Living, Loving, Dying," The
Atlantic Monthly, CCXXIV (February, 1969), 107 and 109.
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11.
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14. Richard B. Sewall, The Vision
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31.
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34.
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CHAPTER I
"'Big Two-Hearted River' first appeared in the Parisian
avantgarde review This Quarter in May of

1 925,"

arrl once again that

same year as "the climactic story in the volume In Our Time." 1

This

short story is an excellent example of Hemingway's superiority as a
writer of the story of limited length.

It shows that the writer has

the ability to create a story that can meet with the high standards
of our criteria.

First of all, the title of the story (Two-Hearted)

indicates the unity which grows out of the story, for the story itself
is divided into two parts each indicating two separate phases in Nick
Adams' life.

The first part is concerned with the preparation necessary

for Nick's spiritual restoration arrl the second, with the initiating of

that restoration. 2 Secondly, the setting is greatly important to the
story, for in the initial scene it establishe

the mental state of Nick.

The story opens,
The train went on up the track out of sight, around one of
the hills of burnt timber • • • • There was no town, nothing
but the rails and the burned over country • • • • The founda
tions of the Mansion House hotel stuck up above the ground.
The stone was chipped and split by the fire. It was all that
was left of the town of Seney. Even the surface had been
3
burned off the ground.
This burned out and blighted -world where Nick Adams finds himself
is actually a description of Nick himself.
as the land is cursed, so is Nick.

He is burned out.

Just

The young man has come to this

desolate place - not to think - but to stop thinking; so that gradually
he will be able to return to his normal life.

"His muscles ached and

- 13 -

the day was hot, but Nick felt happy. He felt he had left everything
behind, the need for thinking, the need to write, other needs. It was
4
Right now his every action must be performed care
all back of him."
fully and meticulously so that he will not lose self-control. T h erefore,
Hemingway's prose style, which is "precise, controlled, and prayerfully
iterative," depicts the self-restraint which characterizes Nick. 5
We see that what Hemingway is saying is the way he says it.

The concentra

tion on the mechanical actions - the hike, the making of his camp and
his dinner, and the precision of his fishing - indicates a "superimposed
restraint on an inordinately active mind which is undergoing great stress,"
and this restraint is insinuated and supported by the famous style wh:i.ch
is itself characterized by restraint. 6 Hemingway sets forth this res
traint by describing every movement of Nick in detail because Nick
realized that unless he executes his motions in just the right manner he
will lose the mental stability which he is gradually and slowly acquiring.?
Therefore, the tension which grows out of the concise and terse sentences
is indicative of the mental strain which Nick is experiencing.

The

descriptions of Nick's actions are particularized in tenns of a mechanical,
chronological order which wear on a person's nerves.

But here, one can

see that the monotony of "he did this, and he did that, and then he did
this," if fully understood, is essential in the establishing through
style of Nick's mental state.

This sentence-cadence is not only appro

priate to Nick's mental state, but it is what Hemingway is writing about;

it is the desired effect . 8 Here style is content and content is style.
''What is said and done has meanin g only in terms of the way it is said

and done." 9

- 14 In "Big Two-Hearted River" Hemingway is telling a fishing
story; but that is not all the story says.

He has also told part of the

story of a man's life and through style he has revealed that story.
Every sentence is a working out of the theme of a man on the way to
a break-up and of the tension he endures and how he relieves that tension.
Hemingway once said of his method that "I have an idea.
as low as it will go.

I turn the flame

Then it explodes and that is my idea." lO This

tension which is inherent in Hemingway's style is equivalent to the tension
which Nic;k feels.

Nick is about to explode, so he takes his mind off

himself by concentrating on every movement he makes. His movements are
presented as if Hemingway were carefully putting a watch together.

Just

as this is Hemingway's way of telling the story, this is Nick's way
of escaping tension.

>
Each act <:f Nick is an integral part of all the

other acts; to leave one out would destroy the whole; any removal of
details or addition of details would change the effect of the story.
"Big Two-Hearted River" is complex in that it can be read on any
number of different levels.

It is a realistic narration, for Nick does

nothing out of the ordinary; he merely goes on a fishing trip.

There

are also elements of natumlism, mystery, adventure, and, above all,
symbolism.

Hemingway often writes about wa.r, and here he is setting

forth through symbolism the inward war which Nick Adams is fighting.
The outward battle with the trout is symbolic of the inward war which
Nick is experiencing.

The fighting with the fish serves as a "deep,

inward fulfillment," which will revitalize the burned out condition of
Nick's mind which, in turn, is symbolized by the burnt grass, one of the
symbols of the story.

11

Another is the river.

It represents not only

the life source for the trout, but also the source of revitalization and

- 15 rebirth for Nick.

11

The river was there.

spiles of the bridge,

It swirled against the log

Nick looked down into the clear, brown water,

colored from the pebbly bottom, and watched the trout keeping themt dy in the current
se1ves sea

·th_
Wl.

12 Along with the
wavering
·
f.ins."

river, Hemingway has set forth the swamp as an important symbol; it is
the symbol for the inner-most chambers of Nick's mind,

11

the source of the

river and symbol of the mysterious origins of human consciousness." 13
Ahead the river narrowed and went into the swamp, It would
not be possible to walk through a swamp like that, ••• He
wished he had brought sometM.ng to read. He felt 11ke reading.
He did not feel like going on into the swamp•• , In the swamp
the banks were bare, the big cedars came together overhead, the
sun did not come through, except in patches; in the fast deep
water, in the half light, the fishing would be tragic, In the
swamp fishing was a tragic adventure, Nick did not want it. 14

Nick confronts the swamp and refuses to fish its depths; that is, on
the symbolic level, he refuses to face the fact that he is burned out
inside.

Nick refuses to give way to his feelings and to do what he

cannot do without losing his sanity, that is, to think.

To fish that

swamp, Nick must think and he knows that he cannot, so he turns back to
the land, symbolic of civilization and everyday life,
In the end,
trees.

11

[Nick] looked back. The river showed through the

There were plenty of days comin when he could fish the swamp, 11

15

Nick turns away from the swamp, away from the depths of his conscious
ness which he cannot explore.

He turns to the land, to civilization,

and everyday life with the knowledge that every man must suffer
from tragedy and pain but that he must accept this suffering and not
yield to despair.

Thus, Hemingway has succeeded in placing his char

acter at an intense moment of his existence and Nick makes his choice.
He chooses not to plunge into the depths of the swamp, "into the heart of

- 16 darkness in which the light of faith can never be extinguished."

16

In this short story Hemingway has achieved all three variables
of the criteria as set forth.

Nick's predicament grows out of the

story, the complexity of the predicament is noted on several levels,
and the intensity with which Nick faces it is inherent in the story.
Now let us turn to the novels, keeping in mind that the degree to
which each novel meets with the standards of the criteria increases as
one progresses from one work to the next.

FOOTNOTES
1. Percy Miller, editor, � Writers of America
Harcourt, Brace, and World, Inc., 1962), p. 744.-

(New Yorks
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Young and Ronald E. Fine (New Yorks American Book Company, 1968), p. 341.

3. Ernest Hemingway, "Big Two-Hearted River," in Major Writers of
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1962), p. 744.
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Stein, "Ritual," p. 343.

6. Earl Rovit, Ernest Hemingway (New York1
Inc., 1963), p. 81.
York1

Twayne Publishers,

7. Leo Gurko, Ernest Hemin�a and the Pursuit of Heroism
Thomas Y. Crowell Company, 198y ,P. 201.
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13. Stein, "Ritual," p. 344.

14. Hemingway, "Big Two-Hearted River," p. 751.
15. Ibid., p. 752.

16.

Stein, "Ritual," p. 346.

CHAPI'ER II
Carlos B aker provides a perfect smnmary for a critical

------

analysis of To Have and Have Not when he writes that the work "fails
as a novel."

"Off Paper," Baker continues,

11

the plan seemed excellent,"

but, what in theory had seemed like a feasible plan for a book became
2
a "novel divided against itself."
"Hemingway having told the story
of a man, suddenly reinterprets it, and firo;it necessary to contrast
his hero with other men •••• " 3

In failing, Hemingw y divides the

novel into three separate parts, each concerned with a different phase
in the development of his main character, Harry Morgan.

In Part One,

the reader is introduced to the narrator, namely Harry Morgan, a onetime policeman who is now engaged in rum running between Cuba and
Florida in order to provide for his family.

The main action of this

section is Morgan's transactions with Mr. Sing, whom he eventually
double-crosses and kills.

Actually, this part of the novel, though

it establishes the brutality of Morgan, serves no other purpose.
I [Harry Morgan] got his arm around behind him and came up on it
but I brought it too far because I felt it go. When it went
he made a funny little noise and came forward, me holding
him throat and all, and bit me in the shoulder. But when I
felt the arm go I dropped it. It wasn't any good to him
any more and I took him by the throat with both hands, •••
and had both thumbs well in behind his talk-box, and I
bent the whole thing back until sne cracked. Don't think
you can't hear it crack, either,
This excerpt is representative of the writing of all of Part One, which
seems to serve mainly as .n opportunity for Hemingway to display his
ability to describe violence and thus to excite the reader.

Perhaps
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worse, this section is not integrated into the novel as a whole.
Although the same characters appear in Part Two, these violent
actions have little relevancy.

Part Two is concerned with Morgan

and his negro accomplice, Wesley, both of whom are injured and try
to get back into Miami safely with their liquor.

Part Three begins,

leaving Wesley and Morgan still seriously injured and still trying to
get into the harbor.

There is no transition or bridging from one part

to the next.
In Part Three Hemingway introduces the Haves in contrast to the
Have-Nots and thus a new cast of characters is introduced for the first
t"i.me i.n the novel.

The new cast includes Richard Gordon, a novice

writer; Helen Gordon, his wife; John McWalsey, a professor: James
Laughton, an established writer; Mrs. Laughton, his wife; Freddy, the
owner of the local bar; Albert Tracy, an accomplice of Morgan's; and
others.

No w for the first time in ninety-one pages the reader is

confronted with the theme of the contrast between the two classes, the
Haves and the Have-Nots, "run side-by-side, re.rely mingling and when they
do it is usually by implication:" Hemingway has failed to integrate the
two stories, arrl therefore he is unable to establish which story is his

main concern and which the background, 5 Worse still, the Haves fail

to serve as integral parts of the theme of the developnent of Harry Morgan.
Hemingway adds to the confusion of the displaced theme and the undirected
action by switchi ng the viewpoint of the narration from character to
character to omniscience,

He seems to be having difficulty deciding how

he wants to set forth his story and ends up with a series of scenes which
do not develop organically.

He fails to make each part an integral

part of the whole; in short, the novel appears to be "pieced together
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out of two or three short stories."

6

Not only does the novel fail to establish unity through plot
and theme, but also, through characterization.

Hemingway adds

characters whenever he thinks of some new aspect of the Haves which he
has not already depicted.

Thus, the characters introduced in Part

Three seem to be "pasted onto the action rather than made integral with

it. 11 7

In regards to the main character, Harry Morgan, the writer has

failed to portray him as a unified, consistent protagonist.

Morgan

blatantly shows his inconsistency when he calls Captain Willie 'brother'
and then, against all concepts of brotherhood, willfully preys upon,
uses, and even destroys his own friends.

In view of these apparent

weaknesses, one must conclude that organic unity is lacking in To Have

---

and Have Not.
Complexity is also lacking in To Have� Have Not, for the novel

can be read only on the level of naturalism. Harry Morgan, as well as
other characters, is depicted as a mere animal, struggling against the
forces of nature to maintain his life in a world which is against him.
Although Hemingway manages to set forth the struggle in which Morgan is
engaged, he never succeeds in placing Morgan at the most intense moment
of his existence.

T hroughout the story, Morgan reacts with animalistic

and purely emotive responses, rather than with actions indicative of a
responsible human being.

Therefore, when Morgan makes the profound

statement in the end that "No matter how a man alone ain't got no
bloody ----ing chance • • • ,11 8 the reader perceives this voice not as
Morgan's, but as Hemingway's own voice, giving vent to his own black
opinion and observation of life.
Because of this and other inconsistencies and difficulties which
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are inherent in the novel and which destroy unity and because of the
lack of complexity and intensity, this novel cannot be considered
first-rate.

It serves to prove that as a writer of long works,

Hemingway has definite and serious problems.

One critic sums it up

--------

pretty well when he writes that "To Have and Have Not is a stupid and
foolish book, a disgrace to a good writer, a book which should never
have been printed."

9
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CHAPTER III
A completely organized novel will usually have a major them e
that is the main concern of the author.

The author will use every

sentence a nd every chapter to establish this theme.

-------

Hemingway fails

in his novel For Whom the Bell Tolls to establish clearly one main
theme.

He does not succeed in establishing which theme, that of the

developnent of the love affair between Robert Jordan and Maria, or that

of the grave mission which Robert Jordan has been sent to accomplish
for the Spanish Loyalists, is the major theme.

The two rival themes

do not work to establish organic unity; instead, they destroy it by
c ompeting for importance.

Throughout the novel there can be found

p assages (both brief and extensive) which have no direct relevancy to

th e development of the story and which could be �emoved or added to a

dif ferent part of the novel, without making much difference.

Th e novel is said to follow an architectural plan comparable

to that of a Spanish bullring, which, because of the construction in

the shape of concentric circles, enables the observer from any point
1
This a rchitectural
to watch the actio n taking place in the center.

plan may be fine for the bullring, but it does not successfully u nify
Hemingway's novel.

Instead of writing a unified stor y which grows

organically out of the content, Hemingway has written a stor y that

keeps the reader continually excited and interested by a series of

viv id scenes, but which fails effectively to establish a major theme.

Often the content of these scenes has no real bearing on the develoJ!llent

- 24 of the story; they are topics relevant to Hemingway, but are not
pertinent to the development of th e story, characterization, or the
overall effect.

Because these passages are not relevant to the

develoµnent of the theme, they can be moved within the story or
completely removed without having much effect on the develoµnent of
the story itself.

In Chapter Eight, for example, Pilar and Fernando

carry on a purposeless discussion of their impression of Valencia.

This

impression is doubtless Hemingway's own impression, and he is here
taking advantage of an opportunity to show off his powers of description.
The passage has no relevance whatsoever to the immediate development of
the novel.

It could easily be removed without any effect on the story,

except to increase unity and to preserve the effect of excitement which
the characters all feel when the enemy planes fly overhead.

Rather than

increasing the feeling of excitement, the talk deminishes it, causing
the reader to forget the planes which had been before the digression very
important to the characters as a threat to their very lives.
Chapter Nine re-establishes the urgency of Jordan's mission to
blow the bridge for the Spanish Loyalists.

Jordan and Pilar and all of

the guerrillas with them discuss the gravity and danger of the mission,
which precedes the trip, taken by Jordan, Pilar arrl Maria, to El Sordo's
camp to ask for help from El Sordo and his men.

Wi th this urgency at

hand, Hemingway shows in Chapter Ten Jordan and Maria relaxing on the
hillside while Pilar entertains them.
The girl leaned back against the heather on the bank of the
stream and Robert Jordan stretched himself out, his shoulders
against the ground and his head against a clump of the heather.
He reached out and found Maria's hand and held it in his,
rubbing their two hands against the heather until she opened
her hand and lai it flat on top of his as they listened • • • •
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"It was early in the morning when the civiles surrendered at
the barracks," Pilar began. 2
For the next thirty-four pages, Hemingway stops the war and has Pilar
talk about the past. This passage has little to do with the immediate
fighting and planning with which Jordan is concerned; also, it does
not have any relevancy to the theme of love.

The chapter seems to be

merely an excuse for Hemingway to discuss war in gory details, to add some
bullfighting imagery, to give his personal view, and (once more) to
display his mastery of description. As one reads the passage of
Pilar's story of the uprising, the impression that he develops is that
it is Hemingway talking, rather than Pilar, and eventually one begins to
wonder why this passage is included in the present story at all, for it
has nothing to do with Robert Jordan's story or with the developn.ent of
Pilar's character. The fact seems to be that Hemingway perceived this as
a perfect opportunity to write about shocking violence just for the sake
of pure violence, an:i he could not resist.

The quality of this piece of

writing is not what is in question, but rather its placement in the story
3
destroys organic unity. Chapter Ten fails to develop the story of
Jordan's mission, and it also makes the reader forget about the impending
dangers surrounding Jordan, Pilar, and Maria as they sit on the hillside
in clear view of possible enemies.

Also, after thirty,--four pages of such

gory and sensational descriptions, the war itself seems hardly exciting.
After Pilar's - or Hemingway's - long dialogue, the three
proceed to El Sordo's hideout an:i discuss plans for the blowing of the
bridge. Hemingway devotes approximately ten pages to this develo:r.ment
of the war theme, but again in Chapter Thirteen he interrupts the war.
and stops all action so that Maria and Jordan can make passionate love
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on the hillside.

Here Hemingway devotes nineteen pages to the

development of the affair between Jordan and Maria and to Pilar's
interference in their relationship and in doing so again fails to make
explicitly apparent to the reader which theme is of most importance.
This statement is once again supported when, Chapter Fourteen, Pilar
begins discussing her past lover, Finito, the bull-fighter.

As an

aficionado Hemingway gladly devotes ten pages to Finito.
The sporadic action of the novel again picks up until in
Chapter Eighteen it is interrupted for twenty pages while Jordan
delivers a number of flashbacks and personal thoughts.

His reflections

concerning Gaylords, a hotel in Madrid, and Karkov, an old friend of
his, have nothing to do with the present action.

Following this episode

Hemingway includes another chapter of Jordan's and Maria's love-making.
All that this love-making has done is to excite the reader emotionally;
it has done little in the way of unifying the novel.

And so the weakening

plot moves along, slowly, wearily.
In addition to the plot, there are inconsistencies in the
develo:pnent of the characters; for example, Robert Jordan's weakness
as a character is due to the fact he never devotes himself completely
either to Maria or to the war; he remains a step removed from both.
Neither seems to take him heart, mind, arx:l. soul.

He fights part of the

time and loves part of the time, showing some enthusiasm, but there always
seems to be a conflict in his mind (as well as in the reader's) as to
which activity is supposed to be the more important.
a portrait of a strong character.

Maria also fails as

Though she is expected to carry a great

emotional responsibility and 11 to generate, express, and sustain a great
passion," she is poorly developed and seen only as "a blank, embryonic

- 27 figure." 5 Not only are the lovers themselves difficult to accept and
believe in, but also the love affair.

This affair, idealized and

romanticized and crowded into three days, is enough for sex doubtless,
but it is also doubtless not enough for love.It adds to the impression
that For � the � � is "in some respects [another] overexpanded

short story." 6

The book itself adds to the impression that as a

writer Hemingway was at his best when writing works of limited length.
As for complexity, the novel is inferior because of the few
levels of credibility.
impressionistic realism.

It can only be read on one level and that is
In view of the third standard, the writer has

achieved intensity only to a limited degree. Indeed J0 rdan did have to
make the final decision to stay be ind after he was injured, but he
himself declares that he will stay behind because he has no choice his broken leg will not allow him to be moved, much less transported on
a horse.
In summary,

I£! Whom

more successful novels.

the Bell Tolls is not one of Hemingway's

It lacks organic unity, and to a great extent

it lacks complexity and intensity.

Despite these deficiencies, however,

it can perhaps still be viewed as an advance over the first novel
examined, To � � Have Not.
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CHAPI'ER IV

Hemingway has tried once again to combine the themes of love and
war.

Though he is more successful in this novel in establishing the

theme of love between Frederick Henry and Catherine Barkley as the
main theme, he still devotes too much space to discussing the war,
rather than to the develoµnent of the love affair. As was pointed out

------

in For 1./hom the Bell Tolls, Hemingway forces the reader to accept a love
affair developed much too quickly.

Even though there is a war in

progress, which often causes people to react with rapidity because
they live each day as if it were their last, it is still difficult to
accept the following scene which takes place between Frederick and
Catherine as a natural reaction of two people meeting for just the second
time.
"Oh, darling," she said. "You will be good to me, won't you?"
What the hell, I thought. I stroked her hair arrl patted her
shoulder. She was crying.
"You will, won't you?" She 1£oked up at me. "Because we're
going to have a strange life."
Hemingway is writing a novel which can be any length, thus, one
wonders why he did not rescue the affair from soap-opera and develop
it as mature love.

The reader is also justified in questioning the

necessity of certain passages in the chapters which fail to cohere
and advance the story.

One such passage is to be found in Chapter XIX

where for seven pages the writer interrupts the developnent of both the
war and the love affair for an irrelevant discussion, first between

- JO Henry and Mr, and Mrs, Meyers at the Gran Hotel, concerning the
outcome of the races, and secondly, among Henry and Ettore Moretti, an
Italian from San Francisco, and Ralph Simmons, a singer at the Scala
Bar, concerning first, Sinnnons' singing ability and then, Ettore's
accomplishments in the war,

These passages make interesting padding

but fail as integral parts of the novel, as does the following chapter
on a trip to the races, featuring horses, Henry, Catherine, and the
Meyers,

In Chapter XXVII Hemingway again stops the action so that

Henry can talk with Gino about something which interests Hemingway warfare in mountainous terrain, this time in Austria,

Hemingway should

have made these scenes integral with the theme of the war or with the
theme of t he love affair, if he felt that they were necessary, for as
the passages stand, they destroy the unity which Hemingwa y should be
striving to create.
At the same time, one must agree that these short passages are

____ _

not so damaging to unity as were the long passages in For Whom the Bell
Tolls,

In A Farewell to Arms Hemingway has written a novel which
_.;;._.

clearly discloses an overall unity at work, a unity found in the five
books compromising the novel and in each book integral to the whole,
All five books are concerned
central character,

with a separate phase in the life of the

In Book One Henry is wounded while fighting with

the Italians; Book Two, he is removed to a hospital in Milan where he
meets Catherine; Book Three, he returns to the front, only to be caught
in an Italian rout from which he breaks and escapes death by plunging
into the r iver,

In Book Four, he rejoins Catherine and the two of them

escape by crossing Lake Maggiore into Switzerland; and in Book Five,
Catherine dies in childbirth, arrl Henry, as in the beginning, is once
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again alone.
own life1

We see here the circle of futility which is Henry's

he ends up exactly as he started, action and character

becoming one.
Another strong point in Hemingway's favor in! Farewell to Arms
is the unity which he creates in "the deepcentral antithesis between
the image of life and home (the mountains) and the image of war and
death (the plain)." 3 This contrasting of situations - Home and

Homelessness - is central to the total structure of the novel.

It is,

in the end, the element which ties the parts together and miifies them
into a whole.

The Home-concept is associated with the dry-cold, mountain

weather where Henry and Catherine reside in peace and quiet, living a
good life characterized by health, happiness, dignity, the consciousness
of God, and love. His alienation is associated with the low plains
and the rain and fog, where the main activity is not love but rather
war and death, and where life is characterized by disease, suffering,
obscenity, indignity, anda:.heism. 4

If Hemingway has achieved unity in this novel, first in the
overall structure and, secondly, in the unde lying imag ry which binds
all five sections together, he has also managed to achieve complexity
to a greater degree than in those novels previously analyzed.
story can be read on three levels:

This

realism (it is possible for such a

love affair to develop in the midst of all the confusion brought about
by war); naturalism (the lovers are pictured struggling against the
forces of nature and of war); and most important, symbolism.

The

mountains are symbolic of life, the plains of death; whereas the mountains
are associated with sunny and dry weather, the plains are associated
with rain.

In fact, Hemingway sets forth rain as the central symbol in
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the story.

It is the symbol of disaster and impending doom. 5 The

story opens in the rain, Catherine foresees herself dying in the rain,
and, in the end, she does die in the rain.
walks off into the rain.

When Henry leaves her, he

The short, introductory scene in the opening

pages presents the reader vr.i.th a conjunction of images - rain, pregnancy,
death - which foreshadow evil and invoke the mood for all that is to
6
follow.
•
•
I'm afraid of the rain. 11 Catherine said.
''Why?" Frederick Henry asked.
"I don't know, darling. I've always been afraid of the rain. 11
11•

..

.

''Why are you afraid of it?"
• • • "I'm afraid of the rain because sometimes I see me dead
in it. 11
"No. 11

"And sometimes I see you dead in it,"
• • • "It's all nonsense,"
"It's all nonsense, It's only nonsenfe, I'm not afraid of the
rain. I'm not afraid of the rain. Oh, oh, God, I wish I
wasn't."
She was crying. I comforted her and she stopped crying. But
outside it kept on raining. 7
Hemingway himself admitted that he had trouble with this novel,
especially with the ending.
I rise at first light, and I start by reading and edit. ng
everything I have written to the point where I left off,
That way I go through a book several hundred times, honing it
until it gets an edge like a bullfighter's sword, I rewrote
the ending of:!_ Farewell� Arms thirty-nine times in manu
script and worked it over thirty times in proof, trying to get
it right, 8
Perhaps this is the reason why intensity is somewhat lacking in the novel.
Henry's choice to leave the war is not the most crucial question in his
life.

The most intense moment in his existence comes at the very end of

the novel when Catherine dies in childbirth,

Henry must decide what he

is to do with his life now that he is left alone in a strange country
with nowhere to go, Instgad of allowing Henry to make this important

- 33 decision, Hemingway has Henry just walk away. This ending leaves the
reader with a feeling of nothingness1

"After a while I [Frederick Henry]

went out and left the hospital and walked back to the hotel in the rain."9
The reader is left not knowing what decision Henry chose to make concern
ing the rest of his life.

Rather than making the decision, the final

"yea" or "nay," he fizzles out, like a wet fuse.
In smmnary then,! Farewell to Arms manages to achieve the
requirements set forth by the accepted criteria, but with certain
elements still workin g against its complete success. The degree of
organic unity is lessoned somewhat by the few limitations mentioned,
but clearly it, as well as complexity and, perhaps to some extent,
intensity, is present to a much greater degree than in either of the
previously analyzed novels.
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- J6 With Jake,

In The� Also Rises Hemingway is trying to convey the

singularity and the emotional isolation which Jake experiences every

d ay of his life and he does so by confining the viewpoint to one
person. 4 Not only by confining the view point to Jake, but also by

depicting him as a man characterized by severe individualis m, bitter
honesty, and protective reserve, Hemingway is able to reinforce this

effect which is itself exclusive, limited, and authentic (that is,

characterized by the tone of an eye-witness report).

Thus, "theme,

characterization of the hero, and technique are mutually supporting." 5
This time Hemingway manages to maintain aesthetic distance by

keeping his own ideas and interests from interrupting the action.

He

inc ludes some of his favorite subj ects - love, fishing, bullfighting,

impotency, and isolation - but in each case they are relevant and

pertinent to the immediate developnent of the novel.

The e xtended

sequence of parties, nugatory drinking bouts, hotel nights, p rost itute
s,

inefficacious bedroom scenes, exciting bullfights, and quiet fishing

trip s seem to hinder the progress of the plot, instead of advancing

it, but the writer is striving to invoke just this effect.
eve rything is po intless.

For Jake,

Nothing seems to lead anywhere and that

perhaps is the real point of it.

The action completes a ful l circle
_
"imitates, that is, the sun of the title, which also rises, only to haste n
to the place where it arose." 7 What Hemingway is sayi ng is the way

he say s it, the action always bringing Jake bac k to where he started.

A man who can progress, but this progression is analogous to the move

ment o f the sunr

"The sun also riseth, and the sun goeth down, and

hastenth to his place where he arose."

In the end Jake finds himself

in the same situation as in the beginning with virtually nothing ch
anged

- 37 or different.

The novel begins:

"T!').e taxi went up the hill, passed

the lighted square, then on into the dark, still climbing,

...

She was sitting up now. My arm was around her and she was leaning
b ack against me, and we were quite calm. She was looking into my eyes
With that way she had of looking that made you wonder whether she

r eally saw out of her own eyes." 9 The novel ends:

"A taxi came up

t he driver where to drive, and got in beside Brett.

The driver started

t he street, the waiter hanging out at the side. I tipped him and told

up the street.

I settled back. Brett moved close to me. We sat close

against each other. I put my arm around her and she rested against me
comfortably. 11 !O
Hemingway manag�s to a greater degree than in the previous

n ovels to establish organic unity, but this novel is not p erfect.

-

---

T he New York Times is correct in writing that The� Also Rises is

"an a bsorbing, beautifully and tenderly absurd, heartbreaking narrative •

----·

• • • No amount of analysis can convey the quality of The Sun Also Rises

It is a truly gripping story, told in a lean, hard athletic narrative

prose • • • • It is magnificent writing, filled with that organic act ion

Which gives a compelling picture of charact er."
lacks complexity and intensity.

1.1

But the novel still

The novel can be read on only one level,

which is realism: and, in regards to intensity, it is apparent that

Hemingway fails to a certain degree to place his main character Jake

B arn es at the most intense moment in his life, when the final yes or no
decides his fate. Jake Barnes' fate was, in fact, decided for him.

Emasculated in the war, he is destined to go through life bitter,
frustrated, and impotent.

Therefore, he cannot make any decision because

Hemingway does not give him a choice: he has already dec ided Jake's
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destiny for him.

In summary, it seems that although The Sun� Rises

achieves organic unity to a greater degree than the novels discussed
in the previous chapters, it still fails to meet all three standards of
literary excellence.
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CHAPTER VI
Carlos Baker points out in the biography that Hemingway's
recognition of the difference between The Old� �nd the Sea and his
other works was due to the "mysterious quality" which pervades the
novelette and which is not noticible in the other work.

1

This

"mysterious quality," whether it is defined as organic unity or com
plexity or intensity or a combination of all three is present to such
a degree in this novelette that in 1952 Hemingway was awarded the
Pultizer Prize in Fiction for the book, and again in 19.54 his award of
2
the Nobel Prize was partly due to the success of this short novel.
The story, like Hemingway's "Big Two-Hearted River," is written con
cisely, with short, terse sentences, understatement, and repetition.
Every sentence works for the establishing of characterization, action,
and theme in the developnent of the story.
The opening page begins,
He was an old man who fished alone in a skiff in the lf
Stream and he had gone eighty-four days now without taking
a fish. In the first forty days a boy had been with him.
But after forty days without a fish the boy's parents had
told him that the old man was now definitely salao, which is
the worst form of unlucky, and the boy had goneat their
orders in another boat which caught three good fish the first
week. It made the boy sad to see the old man come in each day
with his skiff empty and he always went down to help him carry
either the coiled line or the gaff and harpoon and the sail
that was furled around the mast. The sail was patched with
flour sacks and, furled, it looked like the nag of permanent
defeat.
The old man was thin and gaunt with deep wrinkles in the back
of his neck • • • • his hands had the deep-creased scars from
handling heavy fish on the cords. But none of these scars were
fresh. They were as old as erosions in a fishless desert. 3

I.!.__

- 41 In these first paragraphs Hemingway has told the reader that the
entire novel will be about "the old man." He establishes the setting
and introduces not only Santiago, but also his acolyte, Manolin. Then
he sets the predominant mood for the rest of the book which is one of
frustration and disappointment.

Hemingway introduces Santiago as

unlucky with "'permanent defeat" threatening him, and he introduces
Manolin as a boy sad over his friend's bad luck. From this page on,
the story will unfold with superb unity, never once stopping for
irrelevant passages imposed by the author.

Hemingway refrains from

long descriptive passages; for example, concerning Santiago's humility,
all that is said is:
humility.

"He was too simple to wonder when he had attained

But he knew he had attained it and he knew it was not dis

graceful and it carried no loss of true pride." 4 The reader knows this,

too.

Soon after this passage, Santiago says: " • • I try not to borrow,
First you borrow. Then you beg." 5 Very simply and without explanation,
Hemingway has again revealed this important aspect of Santiago's char
acter, his pride. Santiago's natural piety and his quality of compassion
are disclosed in much the same way. The reader is not told that Santiago
is religious, but he sees Santiago continually turn to God for help,
His compassion shines through when he talks to the birds and the fish,
Santiago strongly feels a bond between himself and nature; but, he is
not foolish about it. "'Fish," he said, 'I love you and respect you very
much. But I will kill you dead before this day ends,"' 6

All action is

coherent, leading organically from one event to the next, and in the end
it would seem as if Santiago has gotten nowhere. He has fought the fish
and won; he has fought the sharks and lost, and now he has nothing,
except "the sense of having fought the fight to the limits of his strength,

--

-

-
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of having shown what a man can do when it is necessary."

?

That sense

is enough, though Santiago has lost, he is no loser. Unlike Jake Barnes,
he is still undefeated in that he never gave up. His personal victory
is that he lasted through the battle without "permanent impairment of
his belief in the worth of what he has been doing;" he never lost faith
in himself. 8 Santiago has learned much through sufferings "his
failure has turned out to be his victory." 9 This story is unified
because "it is not merely a sequence of events, but a sequence that has
some continuity, because each stage grows out of previous stages and
leads with naturalness to the future." lO If one follows the criteria
set forth by Brooks and Warren for unity, (that is, "the fundamental
interest, which is his subject, must permeate the whole composition; the
composition must be one thing, and not a hodgepodge"), it is easy to see
that The Old Man and the Sea is quite unified. 11 Nowhere in the novel

---------

can there be found a passage which does not immediately pertain to
Santiago's characterization and his life. Emphasizin the quality of
that life, Hemingway employs some obscure tourists, characterized by
"flat, matter-of-fact unawareness," to represent "the uninitiated, the

insensitive majority oblivious to the suffering and gallantry. 12

That afternoon there was a party of tourists at the Terrace
and looking down in the water among the empty beer cans and dead
barracudas a woman saw a great long white spine with a hu e tail
at the end that lifted and swung with the tide while the east
wind blew a heavy steady sea outside the entrance to the harbour.
''What's that 7 11 she asked a waiter and pointed to the long back
bone of the great fish that was now just garbage waiting to go
out with the tide.
"Tiburon," the waiter said. "Eshark." He was meaning to
explain what had happened,
"I didn't know s arks have such handsome, beautifully formed
tails,"
"I didn't either," her male companion said. 13
Unless fully understood, this passage could seem to serve no purpose;

- 43 but, the effect of this scene is to heighten, through the obviously
uncomprehending and unconcerned response of the tourists, the intensity
of Santiago's suffering and to arouse compassion and sympathy in the
14
reader for Santiago.
In addition to concentrating on Santiago, Hemingway utilizes aa
overall structure which helps to establish unity. This structure is
made manifest in part by "a stress-yield, brace-relax alternation. Again
and again as the action unfolds, the reader finds that he is gradually
brought to a degree of quiet tension just barely endurable, as in the

ascent by a small craft on a slow enormous wave." 15 Just as Santiago
is pulling on the line and then letting it relax, so Hemingway again pulls
the reader into quiet tension, and then as Santiago relaxes, tension on
the reader subsides for a while. When the tension becomes too noticeable,
Hemingway relieves it by having Santiago discuss baseball stars.

This

discussion is not another of H mingway's interests, but is integrated into
the story.
ar

"These stars are the heroes of this simple man; their exploits

the incidents, and their pennant races the plots, of his mythology.

Baseball works a charm on the pages of this book," as it does on the

reader. 16

In the book one is able to find several passages which seem

to be unnecessary, however, they, like the baseball passages, have their
place in the story.
thinks about

11

The night Santiago waits for the marlin to quit, he

the time in the tavern at Casablanca when he had played

the hand game with the great negro from Cienfuegos."

Hemingway is

not interrupting the action to talk about himself; instead, as he states,
Santiago is thinking about this incident

11

to give himself more confidence." 17

Hemingway has achieved complexity by writing a novel which can
be read on several different levels.

On the level of naturalism,

- 44 Santiago is another animal governed to some degree by the forces of
nature.

He fights these forces - the sharks, the sea, and the marlin -

to maintain his own life.

The story is realistic in that life is

presented as it really is - with all its hardships and disappointments,
as well as its rewards. The story is full of suspense and mystery,
which keep the reader wondering what the outcome of Santiago's
struggle will be. Most importantly, the novelette is written on the
level of symbolism.

Hemingway recognized the importance of "'multi

layeredness I of literature as a basis of a 'good' and 'true' work of
art" and in this novel he employs various images which work on the
symbolic level.

18

Santiago I s cont:ir!!Ual dream of the lions on the

African coast serve the very important role of establishing complexity
for they function as symbols.
himself he dreams of the lions.

The night before he leaves to fish by
He thinks about them again the after

noon of his second day after he had prayed, and after his ordeal with
the fish he falls asleep and dreams about them. These dreams are
symbolic of Santiago's youth, for the animals are young, playful and
full of energy and vitality. "The planned continuity of the old man
with the boy and the lions pulls the story of Santiago, in one of its
meanings, in the direction of a parable of youth and age."

19

[Santiago] no longer dreamed of storms, nor of women, nor of
great occurrences, nor of great fish, nor fights, nor contests
of strength, nor of his wife. He only dreamed of places now
and of the lions on the beach. They played like young cats in
the dusk and he loved them as he loved the boy. 20
Santiago himself serves as a symbol for Jesus Christ, the
greatest of all fishermen. There are "certain qualities of mind and
heart which are clearly associated with the character and personality
of Jesus Christ," such as humility, natural piety, gentleness, compassion ,

- 45 endurance, gallantry, stoicism, true pride, and simple love. 21
Throughout the story Santiago relies on God for help, as Christ did.
At the end the Christian- symbolism becomes quite vivid.
There was no one there to help him so he pulled the boat
up as far as he could. Then he unstepped the mast and furled
the sail and tied it. Then he shouldered the mast and started
to climb • • • • at the top he fell and lay for some time with
the mast on his shoulder and looked at the road • • • • Finally
he put the mast down and stood up. He picked th mast up and
put it on his shoulder and started up the road. 22
This is a vision of Christ's ascent to Calvary when he had to carry
the cross across his shoulders with no one to help him.

Then, as if

he had come from the cross, "standing solus on the rocky shore in the
darkness before the dawn of the fourth day, Santiago shows the wounded
hands.

Dried blood is on his face as from a crown of thorns. He has

known the ugly coppery taste in his mouth as from a sponge filled with
vinegar.

And in the agony of his fatigue he is very much alone." 23

In consideration of the third criteria - intensity - Hemingway
places Santiago three times at an intense moment in his existence.

In

the very beginning Santiago must make the decision whether to go fishing
or not.

He has gone for forty days without a single fish, but fishing

is his only means of existence and to quit now would mean his destruction.
The second intense situation which requires a choice from Santiago be
tween struggling or giving up and admitting to his defeat takes place
when the battle with the marlin seems futile. But to admit defeat would
kill him and he knows this; therefore, he follows the marlin out to sea.
Santiago's third important decision comes at the end of the story.

As

he stumbles back to his cottage, he must decide if it is worth the effort
to crawl to his small hut, knowing that he still has nothing.

As he

climbs the hill carrying the heavy mast, "a cat on the far side of the

- 46 road from Santiago is also proceeding about its private business.
could not help the old man even if it would.
accepts this as he has accepted the rest.
d one

- except to reach home, • • • "

24

It

Santiago knows this and

There is nothing else to be

. and again Hemingway has
Again

placed Santiago in situations that require existential answers and each
time Santiago answers existentially.

To live is better than to die.

He

will struggle on.
With due reasons then, this novel ranks among the best of
Hemingway's novels.

As Hemingway himself said, 11 the emotion was made
[one] with the action. 11 25 It has that "mysterious quality" achieved only

by the best of literary works and achieved through organic unity,
complexity, and intensity.
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SUMMARY
The first chapter deals with "Big Two-Hearted River," a
superior short story, in which every sentence is organic, working to
reveal the character of Nick Adams.

The story is complex in that it

can be read on five different levels.

In the end Hemingway manages to

place Nick at the most intense moment in his life and the reader sees
him answer ing the existential question.

The analysis of this short

story serves as an introduction to the approach utilized to examine
Hemingway's works.

Chapter II begins the study of Hemingway's novels

---------

with To Have and Have Not which fails in all three ways that the "Big
Two-Hearted River" succeeds.

The novel falls to pieces, appearing to

be several short stories pieced together.

Complexity is lacking in that

the novel can be read only on the level of naturalism.

Morgan, the

main character, throughout the novel reacts with animalistic and
emo tive responses: Hemingway fails to place him at that moment in his
life when the final "yea" or "nay" is decisive.

The analysis of For Whom

�� Tolls points out that unity is destroyed by rival themes of
love and war, by irrelevant passages concerned with Hemingway's own
interests, by an incorrectly imposed structural pattern, and by a lack of
strong characterization.

The story is no more than an over-extended

short story, an opportunity for Hemingway to write about his own interests,
The novel also lacks both complexity and intensity.

It can be read only

on the level of impressionistic realism and because of the hero's severe
leg injury, he is denied the chance to make the final decision in his life,

- 50 ,! Farewell to� (Chapter IV) is an improvement over the
first two novels.

Again organic unity is disturbed by rival themes of

love and war and by incoherent passages, but it is saved by the fact
that the incoherent passages are very short; also, the overall structure
of the five books unifies the story so that each book logically develops
from the preceding, and the central antithesis between the concepts of
home and homelessness unifies the novel.
it can be read on three levels.

The novel is complex in that

Intensity is lacking because the

hero walks out without making an explicit decision concerning his future.
But, despite these drawbacks, Hemingway has managed in this novel to
meet with the standards as set forth.

--------

In regards to The Sun Also Rises

(Chapter V) Hemingway has made characterization, technique, and theme
all work to establish organic unity.

Every chapter grows out of the

preceding chapter and all establish the theme of man's struggle to exist
in a futile world.

Although complexity is limited to only one level of

credibility and intensity is minimized by Jake Barnes' war injury which
causes all his actions and feelings to be futile,
definitely an advancement.

The Sun Also Rises is
------

The last novel examined and perhaps

Hemingway's greatest is The Old Man and the Sea.

This extended short

story was a major factor in Hemingway's popularity and fame.

Hemingway

himself recognized that this novel was quite different from his other
works.

As in "Big Two-Hearted River," Hemingway makes every sentence

work to establish unity.

Characterization, action, and style set forth

the theme of man's struggle to prove himself.
four levels of credibility.

The story can be read on

Three times the author places the main

character, Santiago, at the most intense moment in his life, and each
time with increased determinism Santiago chooses to continue his struggle.

- 51 Philip Young points out that Hemingway worked "very slowly" and

- ---- ----Man -Old The -thirty-nine times and studied the manuscript of -Sea
the and --

revised "extensively."

He rewrote the last page of A Farewell to Arms

some two-hundred times before he was satisfied with it. 1

Not only did

Hemingway have problems with rewriting and revising, but he also had
difficulty keeping himself removed from the story. He often destroys
the unity of a work by talking about himself or his favorite subjects.
Perhaps the main reason for his failure lies "in the inab;i..lity of the
author's style to encompass a form �o large and inclusive as that of the

novel." 2

The short, terse sentences, "characterized by a conscientious

simplicity of diction and sentence structure," are perfect for fiction
of a limited length. 3

The rhythm of the simple declarative sentences

gives the effect of "crispness, cleanness and clarity, and sometimes of
4
The uncomplicated
a monotony that the author does little to relieve."
simple-minded characters are perfectly revealed in the simple style.
But, when Hemingway tries to show such characters struggling wi th
complicated problems, he fails; his style is too inflexible.

The style

becomes monotonous and boring.
Not only is his style limited, but also his themes which are
confined to the same subjects - war, death and void, and the end of
human love. 5

Seldom does Hemingway chose to deviate from these themes,

and when he does attempt to expand his themes into nove ls, the
inflexibility of his �tyle causes the structure of the novel to break
down and then, "the personality of the writer no longer protected by
the objectification of an adequate technique, begins its offensive
intrusion, and the entire structural integrity slackens." 6 Hemingway's
problem, when the unity of his novels begins to break down, is that he

- 52 -

cannot avoid the temptation to interrupt the action with some subject such as bull-fighting, fishing, or loving - which is relevant to him
but not to the story.

Because of these two drawbacks - Hemingway's

tendency to assert his opinions and personality and his restricted style both of which have been shown to be inherent in his long works, he is at
his best when confining himself to the development of works of medium

length. 7 His success in writing short works is proved in "Big Two
Hearted River"

----------

and The Old Man and the Sea, probably his greatest short

story and novel, and doubtless, two of the finest pieces of fiction in
American Literature.

\
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